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short synopsis 


ABELARDO, a Bolivian filmmaker, struggles to make 

a fictional film about the real story of an unknown and 
seemingly cursed collection of horror films made in 

the early 20th C. by a possible distant relative of George 
Melies, that mysteriously made it to the hands of very 
young TEO DEMON in 1981, who devoted his entire life 
and short career to its restoration, becoming dangerously 
obsessed and increasingly psychotic. 

The financial hardships and waiting are driving ABE- 
LARDO into the same insanity that devoured the sub- 
jects of his film. Will these three filmmakers, reflected in 
the mirrors of time, manage to bring a fully fledged film 


into the world or be buried by their own darkness? 


Data 


Country: Bolivia 

Running time: 97min 

Aspect ratio: 16:9 

Color 

Sound: dolby 5.1 

Language: Spanish 

Genre: psychological thriller mixed with film nostalgia 
Live action 

Leading role: Alvaro Sanchez 

Co-producer: Ivonne Campoverde 
Co-writers: Jennifer Vaux, Rosario Barahona 


Production Company: ALDEA VISUAL / VISUAL VILLAGE 


Long Synopsis 


2023. The Bolivian filmmaker ABELARDO FERREIRA wants to make the feature film THIS IS MY LAST FILM, 
which tells the real story of the filmmakers JORGE LUZ DE MELIES and TEO DEMON. At the beginning of this 
process — he will spend years in film labs, applying for funds, and going to markets in different countries until 
the film’s completion— ABELARDO is screening the teaser for a film fund that might decide to make his film. 
He’s overwhelmed with questions about the veracity of the story and modification demands. The meetings become 
chaotic and hostile. ABELARDO starts having dizzy spells and sensing a dark figure behind him, which will haunt 
him throughout the film. 

The film that ABELARDO FERREIRA is gradually making is the following: 

Bolivia, 2009. The young self-taught filmmaker TEO DEMON (27) is invited to the Fervent Film Festival in Ecua- 
dor, with his first feature film titled LUZ DE LUZ DE MELIES, in official competition. For him this is the first evi- 
dence of public recognition. For the last five years, TEO has isolated himself from the world and become complete- 
ly obsessed with his film. The perceived lack of support and the audience rejection made him bitter and reclusive. 
Feeling himself not loved he has occasional psychotic breaks in which he sees a SHADOW following him. 
Without money for air travel, TEO takes a cheap bus to Ecuador. 

He is welcomed at the Fervent Film Festival in Quito. The same day of his arrival, attending a festival function, 
TEO meets LIBERTAD, a mature documentary filmmaker. They have lunch together and walk around the city. 
TEO tells her about his film, inspired by archive material of a filmmaker whose existence is not recorded: JORGE 
LUZ DE MELIES, who lived in a remote small Bolivian town and filmed mostly dark scenes of himself dying in 


different ways (burned, hanged, starved to death, etc.), with echoes of unexpected beauty despite its bleak subject 


matter. ТЕО affirms hes the only one who knows that this filmmaker existed. Hes film is a risky biopic about this figure, using LUZ DE МЕ- 
LIES’ disturbing archive material. LIBERTAD cant believe LUZ DE MELIES actually existed: it is impossible that this fact could have gone 
unnoticed. TEO tells LIBERTAD how he came by LUZ DE MELIES’ material when he was a kid (we see some flashbacks). LIBERTAD remains 
friendly and skeptical. 

On the night of LUZ DE LUZ DE MELIES’s premiere, LIBERTAD is fascinated by what she sees. Suddenly, as if the show had been sabotaged, 
there's a power cut, and TEO again feels the SHADOW. This time it’s really close to him. He hears an inhumane voice telling him that he will 
never be loved. TEO quickly turns around, but the SHADOW is no longer there. He chases it and, from a distance, we see TEO fighting the 
SHADOW. Later, coming out of the theater, LIBERTAD finds TEO visibly injured. He tries to explain, but she doubts his mental health. LI- 
BERTAD tries to help him but only succeeds in infuriating him more. TEO — erratic and psychotic—leaves the festival. 

Five years later, ABELARDO FERREIRA seems to be mentally perturbed (he sees the SHADOW frequently) due to the time and energy consu- 
med in doing this film. Which is almost finished but still has no ending. In front of the jurors of a WIP platform, he decides to quit. But haun- 
ted by the SHADOW in his room, ABELARDO FERREIRA overcomes his fear and realizes that this SHADOW is the unfinished life project of 
both LUZ DE MELIES and TEO DEMON. So he envisions an ending that gives both of them a fairer destiny: 

He shoots in Guayaquil in front of the sea, a scene where TEO — his clothes are torn, and he looks destitute— is attending an intimate, sad, and 
magical sunrise, where he feels the strength of the universe. Then, finally, he joins the SHADOW in a small boat and sails away. 

As if it were a hallucination, the little boat goes around the world and takes him to a distant coast where simple people welcome TEO and make 
him part of their community. Years go by in a few seconds. TEO has a family and children. One day ТЕО OLD MAN (89) goes on a walk and 
finds that a film festival is taking place. He enters the movie theater and watches a scene where YOUNG TEO DEMON (28) is seated next to 
LIBERTAD at the premiere of LUZ DE LUZ DE MELIES (at the Fervent Film Festival, just as we saw). When the SHADOW approaches him, 
YOUNG TEO DEMON smiles at it and embraces it, making it fade away. YOUNG TEO DEMON and LIBERTAD look at the screen, where 


one of the horror short films of LUZ DE MELIES is spreading its beauty, delighting the audience. 


Director’s 
intention note 


This film is an auto fiction, inspired by real events and persons. It unravels a central problem in my life: the place a person deserves or 
makes for themselves in the world. My first film took something like 5 years to finish. And when it seemed that no festival was going 
to receive it, after more than a year of sending expensive DVDs by fedex, it was selected in the Official Competition of the Ecuadorian 
Festival Cerolatitud. It filled me with pride. And anger. Anger came from the very bad reception my film had received in my country. 
I was thirsty for revenge. Thus, the invitation to Cerolatitud took the shape of a life and death trial. With the minimum amount of 
money I made the 3500km overland from La Paz to Quito, in four days. The experience of that trip and that festival, with its encoun- 
ters and intuitions, there, in the peaceful middle of the world, is the heart of this film. The rest is (auto) fiction. 

I never wanted to waste time applying for international funds (although I did get Ibermedia once). Coming from a country with no 
film law, no co-production agreements, it bothered me to feel myself in disadvantage and under the evaluation by the funds commis- 
sions. Instead of applying, I went on making films, more and more economical, more “in my hands” (my favorite metaphor). But, al- 
though this way I was more creative and free and quicker in the result, distributing and exhibiting the film was twice as difficult. After 
several years living abroad (more like a nomad than a tourist, in places as far away as Istanbul or Lumbini-Nepal) I was scared to be 
making “invisible cinema” throughout my carrier. Back in my country I felt like a stranger in my own land. That and suddenly having 
a family with two little children-beautiful-consumers of my existence, made time speed up, as well as a labyrinth-like confusion of my 
professional purposes. 

Finally, last year, with my fourth film in post-production, I applied for fundings again... And there I saw the same people I had met 

in Buenos Aires or Sao Рашо, in Venice or Berlin, 17 years ago. I noticed, as seen in Raul Ruiz’s “El tiempo recobrado”, how the faces 
suddenly aged, how these people with more or less luck were still pursuing cinematographic visions, stimulated by the eternal flag of 


the “pitch” 


I realized а love coming over me. I accepted to belong to this clan of time catchers. The desire and love for the moving image that brings 
us together and gives us strength to persevere in this endeavor, even if we are a cult of something that is dying (in a time where people are 
watching a film and tiktok at the same time). 

I think Kiarostami said, “if I continue to make films it is only because of film festivals.” We were with the young producer Ivonne Cam- 
poverde on a break and, moved by those feelings, I told her that I had an experience I wanted to turn into a film: the story of a young 
filmmaker who goes from Bolivia to Ecuador overland with his debut film. That's how we started this metafilm adventure. 

THIS IS MY LAST FILM, in a very personal way, wants Alejandro Pereyra to make peace with the world. And that is why he speaks for 
all the “outcasts” who, like TEO DEMON, strive on the path of their dreams and live the reverse side of them. For those people for whom 
their own light is blinding, or becomes a black hole. Or rather: it speaks to that marginalized thing that we keep in ourselves, to that 
which we do not want to see: the shadow. To integrate it into our lives and move forward, with something like the love I feel for cinema. 
Its not just a love of cinema, it's not just a film about how films are or are not made. There is this relationship of the individual with the 
world, of the one who urgently wants the world to love him. Perhaps because he himself finds it difficult to love himself. 

Having lived this dichotomy of wanting to open myself to the world and at the same time hide myself from the world, I offer here THIS 
IS MY LAST FILM, as all I can give for now, as if it were my first film, after decades of learning, of making mistakes, of managing to 
make feature films in difficult circumstances and with almost nothing. Have I matured, I hope so. 

(Lech Majevski once told me that when everything went wrong on a shoot, he remembered Antonionis personal advice: try to Forget. To 
start fresh, to see things for the first time). 


Sucre, January 2023 


Visual Concept 


This film could be composed of seven small films, seven frames within the frame. A mamushka in seven stages, each one in a 
different cinematographic style, corresponding to each sequence of the film, as if entering a new diegetic level. Thus: in clas- 
sical fiction the first sequence (La Paz-Bolivia), documentary the second (trip to Quito), musical the third (experience of the 
Festival in Quito), silent the fourth (change of life in Guayaquil)... and so on. 

This enveloping or penetrating form could take advantage of each time we see a film screen, projection or transmission in 
this story (whether on the screen of the pitch room, on the tv of the bus, on a cell phone, etc) to enter the next sequence in a 
different cinematographic style. 

In any case I do not intend to make a closed formalism, which may sound attractive (or pretentious) on paper and in fact may 
be confusing or boring. This is only a provisional thesis of what could be the form of the film. If it proves to be solid, neces- 
sary and attractive later on, it will end up imposing itself. 

I take this opportunity to say that more and more I love creating on set, trying to discover the feelings and relationships that 
the script poses for the actors as for the first time. There is something very vital in ensuring that the staging is not something 
preconceived. This often involves going where the script was not intended, even bypassing the script. Hence the hybrid aspect 
that my latest feature films have acquired: it seems to me that this is riskier and more stimulating for a filmmaker than arri- 
ving at the shooting with less fresh reflections, which may have been right at some point but which go against that intuitive 
sharpness, which in my opinion defines a shooting (and any real creative process: thinking with the hands). I don't mean to 
go crazy improvising, but to be mindful for the idea to emerge and “let her” decide how it should be made. 

To do that is to understand what Ezra Pound said it was written on a ring of a Chinese emperor: make it new. I would transla- 
te this to my circumstances in the following way: if there is creation, it must have a strong faith in the spontaneous, all prepa- 


rations must serve to make a quantum leap at the last second. Long live Terrence Malick and his camera without tripod. 
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Producer’s 
intention note 


January, 2023 


LOCARNO FILM FESTIVAL 
Present. 


REF: Motivations and project details 


“This is my last film” is an authorial projects with big aspirations. The main character is a bohemian film- 
maker, who evokes ourselves; audiovisuals wanting to make a project come true. The story is developed through a 
journey through a story within a story, all with the constant of making a film possible. A life obssesion. I knew the 
director from the epoch of his first feature and is a privilege to be able to share his sharp and apealing vision, full 
of stimulating imagination in the shape of autofiction. Which is very rare in our film context. 
Open Doors and its activities are of great interest for the maturation of both the idea and the production stages of 
the project, as we intend to develop it this year. The treatment has an advance with respect to the circumstances 
and characters. We see some complications with the final stage and the denouement; this is one of the main objec- 
tives to work on. 
In the course of my professional development I have found it necessary to generate my own projects: where ideas, 
searches and possibilities are raised with respect to the context we live in, its themes and how to deal with them. 
So it’s a great challenge and a pleasure to push this ambitious film forward: I believe in it. I believe it has all to turn 
itself into a great film to be remembered. 


With no other particulars, I bid you farewell. 
Sincerely yours: 


Nayme Bustillos Salgado 
naymebustillos@gmail.com 


Alejandro Pereyra Doria Medina 
Director 


Writer and filmmaker. Sucre-Bolivia, 1981. He has written, directed, pho- 
tographed and edited the digital feature films VERSE (79min 2009, offi- 
cial selection in several international festivals. Audience Award Trieste 
Film Festival, 2012); LUZ EN LA COPA (104min 2017, numerous natio- 
nal awards, selection in international festivals), AGOSTO (90min.2023 in 
post-production). He has received grants and artistic residencies from: 
DAAD Germany 2012-2014, Bergman Foundation Faro Sweden 2014. He 
has been invited to Berlin and Buenos Aires Talent Campus 2012-2013. He 
has published the books MOMENTUARIO (2001, winner of the La Plata 
publishing fund), MATERIA EN FUGA (2004, considered one of the most 
important poetry books of the XXI century made in Bolivia), EL CAMI- 
NO A DAMASCO (2023, novel in edition). He considers literature a very 
practical way to make films. His work in these two arts (film and literature) 
explores individual memory as creative material, with the central theme of 
time, developing his own language in diverse registers close to the experi- 


mental. He is a citizen of Bolivia, eligible country for Open Doors. 
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BOLIVIA - CEDULA DE IDENTIDAD 


ГОР 


Nayme Bustillos Salgado. She is a Bolivian producer. Since 2015 she is the manager of the 
production company Xperimental. She works as an audiovisual producer in independent 
and commercial projects. She has done production work on the feature films: “Juana Gue- 
rrillera de los Andes” (90min, 2015) directed by the legendary filmmaker Jorge Sanjinés, 
“Waiting on the lake” (87min, 2020) directed by Oki Cardenas. She has a degree in Com- 
munication Sciences with a postgraduate degree in “Art, culture and technology”. Some 
of her personal projects as a director аге the short films: “Тариа” FENAVID selection. 
“Rituals” winner of the “My Eyes, My City” contest. “Being urban” 1st place FENACO. She 

was director of the school of Cinema and VIsual Arts ECA (2016-2019) 
The search in her projects is the reaffirmation of the human being; the expectation of the 


moment and the right to one’s own identity. 


Nayme Bustillos Salgado 
Xperimental 

Bolivia 

Producer 


Producer’s ID 


ESTADO PLURINACIONAL DE BOLIVIA 
CEDULA DE IDENTIDAD 


BIO 


71504015 55-94 


« Nacido el 2 de Julio de 1983 
En LA PAZ - MURILLO - NUESTRA SEÑORA DE LA PAZ 


Туоппе Сатроуегде 
PerrosObesos 
Ecuador 
Coproducer 


The Ecuadorian production house PerrosObesos has made several programs in animation and 
live action, its children’s program in animation “Perinola’, with 3 seasons, was a finalist in the 
festival “PRIX JEUNESSE INTERNATIONAL MUNICH 2014". In FILM he has made short 
films (in animation and live action) with which he has had several international selections and 
recognitions. He is currently finishing his feature film “VIEJOS MALDITOS”. He won the ICCA 
2017 and the ICCA 2019 fiction feature film production fund, Ibermedia 2020 co-production 
fund, was an official selection in the “39th International Festival of New Latin American Cine- 
ша” and in several laboratories representing Ecuador. With “La casa del monstruo” won IFCI 
2020 development funds, official selection at Blood Window 2020. Ivonne Campoverde, founder 


of PerrosObesos, is an Ecuadorian citizen, therefore eligible for Open Doors. 


Production Company profile ALDEA VISUAL/VISUAL VILLAGE is an audiovisual production company established in La 


ALDEA VISUAL / Paz and Sucre Bolivia in 2009. In the cinematographic field ALDEA VISUAL has produced the 
VISUAL VILLAGE 
Bolivia feature films: VERSE (78min, 2009), MIRAR (90min, 2012), LUZ EN LA COPA (104min, 2017), 


AGOSTO (90min, 2023, in post-production) and FIRE TO GO ON TRIP (89min, 2023, rough 
cut). All of them written and directed by filmmaker Alejandro Pereyra Doria Medina. The com- 
pany has received different national awards for its production work and its known for it’s daring 
projects and attitude to go on guerrilla filmmaking. 

It has carried out scouting work and camera for filmmakers from different countries. 

In his contribution to film culture, it has generated various workshops and filmclubs in different 
bolivian cities etween 2009 and 2023. 

ALDEA VISUAL seeks to integrate stablished and new talents, to generate quality audiovisual 


production at affordable prices, with creativity, drama and eficiency as its main premises. 


Budget 


THIS IS MY LAST FILM 


BUDGET SUMMARY USDS 
GENERAL EXPENSES 20.000,005 
DEVELOPMENT 40.000,005 
PREPRODUCTION 36.000,005 
PRODUCTION 114.000,005 
POST PRODUCTION 60.000,005 
PROMOTION AND DISTRIBUTION 30.000,005 


TOTAL 


300.000,005 


FINANCIAL PLAN 


FINANCIAL SOURCE 


AMOUNT % 


STATUS 


programs 


ALDEA VISUAL Investment 530.000,00 10 96 Confirmed 
Production partner (Bolivia) 
515.000,00 596 Confirmed 
XPERIMENTAL 
Co — production (Ecuador) $30.000,00 10% Confirmed 
Ecuador Fund 515.000,00 5% To apply 
To be 
Bolivian Competitive Funds 515.000,00 5 96 
confirmed 
Private investment (companies) $45.000,00 15% To apply 
Application to Ibermedia, CNC, World Cinema Fund 
5150.000,00 50% То арріу 


Financial Strategy 


To make the financial plan possible, we will apply to several calls for proposals that will allow the application 
of Bolivia and Ecuador in the different stages. 

This is because the story takes place in both countries and contributes to the audiovisual and historical cine- 
matographic development. Once the application has been submitted and depending on the timing of the call 


for proposals, we will be able to confirm the execution of the project. 


Development 2023 
- January to December - 
For this stage we will apply to Ibermedia development. 


National and municipal funds from Ecuador and Bolivia. 


Pre-production 2024 
- January to May 
At this stage, negotiations with private and state-owned companies will be established for the partnerships. 


Confirmed contributions from co-producers will be executed. 


Production 2024 

- June - 

The Ibermedia fund will be used for filming. 

FOCUART, municipal fund of La Paz - Bolivia. And, ADECINE Fund. 


Post - production 2024 / 2025 
- July 24 to June 25- 
To be applied to the final award of BOLIVIA LAB, 2025 and many others WIP instances. 


Laboratories work in progress 2024 and 2025. 


Distribution 2025 

- July - 

For distribution, we will apply to festivals open to the thematic line of the project. 

Other than closing an agreement with a distribution company: under negotiation. 

For the premiere in the respective co-producing countries, an agreement will be established 
with the ministries of culture of those countries. 


It will also be applied to the FOCUART regional fund for the diffusion in theaters. 


Plan В. Ifin 18 months the film don't get enough money to be made according to this strate- 
gy, we will shoot it with banks loans, crowdfundings and in a guerrilla style. 


Lesser people, smaller cameras, natural actors. 


TIMELINE 


YEAR | 2023 | 2024 | 2024 | 2024 | 2025 | 2025 
ЈАМ ЈАМ JUNE JULY JAN JULY 
MONTH 1 Ё 2 5 
рЕС МАҮ рЕС ЈОМЕ 


PROJECT'S DEVELOPMENT 


PRE-PRODUCTION 


SHOOTING 


POST-PRODUCTION 


DISTRIBUTION-EXHIBITION 


Co-producer, note of intention 


Friends of Locarno Open Doors: 


As an Ecuadorian film production company with 10 years of experience in the medium, we want to join the project 

Esta es mi ultima Pelicula by filmmaker Alejandro Pereyra Doria Medina, because since he told us about his idea we 
were fascinated by the way he addresses the weight of our common dreams (achieving to make good films), how the film 
makes us cross our physical borders and the approach to the way of making films that we have in our continent. For these 
reasons we have already started a journey together that will hopefully lead us to have the film ready in the next 2 years. 
Hoping to share with you our enthusiasm for this vision of love and cinema, I bid you a fond farewell. 


Ivonne Campoverde 


Quito, January 12, 2023 


+593 98 785 0421 


THE TWO LATEST FEATURE FILMS OF 
ALEJANDRO PEREYRA DORIA MEDINA 


Luz en la Copa 


Una pelicula de 
Alejandro Pereyra Doria Medina 


DESDE EL 31 DE MAYO EN CINEMATECA BOLIVIANA 


LUZ EN LA COPA (LIGHT IN THE CUP) 104min, 2017 
http://vimeo.com/166757288 password: lightinthecup 


AGOSTO (AUGUST) 90min, 2023 (WIP) 
https://vimeo.com/748603546 Password: AGOSTOWIP (work in progress) 


This is my last film 
(Luz de Luz de Melies) 
Treatment 


Writen by Jennifer Vaux & Alejandro Pereyra 


QUITO, 2009: ТЕО DEMON (28), slovenly and drunk, sits on the floor next to the entrance of a movie theater the night an international festival 
begins. People are entering the place without giving him any importance. LIBERTAD (27) is looking at one of the posters in the marquee and hears 
ТЕО making fun of the complacent Latin cinema made for European festivals. She stares at him. He demands her to quit staring. She says she can't 
help it, that she had never seen a bum talking like a pretentious film critic before. TEO replies that bums can also be violent with white women. She 
laughs. Some guards ask the TEO to move, but he resists and claims that the film about to be screened is his and looks for his entrance ticket in the 
pockets of his dirty jacket. He can't find it, and the guards get increasingly aggressive. LIBERTAD — intrigued— whispers, “Get up before you get 


hurt. ГЇЇ buy you a beer”. He looks at her from head to toe lasciviously and accepts. 


0. 

Current time. In the industry section of a festival in Latin America, ABELARDO FERREIRA (30), a Bolivian filmmaker, finishes showing the IN- 
TRODUCTION (TEO and LIBERTAD chatting at the entrance of the cinema, as we have just seen). It is the teaser of his feature film project. In the 
empty, half-lit room are some film industry experts. ABELARDO FERREIRA explains: “LIBERTAD was, in fact, a pretty girl like the one you just 
saw, but we were informed that it would be more appealing to the current audiences if we make her a chubby older lady” He says he plans to give a 
believable and magical dimension to ТЕО DEMONS actual journey. This provokes the aversion of one of the experts, who considers that cinema 
has to be strictly realistic. ABELARDO FERREIRA replies that fiction has a sublimating effect, which so far seems to have been forbidden to Latin 
American filmmakers. The meetings become increasingly more chaotic and hostile. ABELARDO FERREIRA, all of a sudden, senses a dark figure 
behind him. 


ABELARDO FERREIRAS film is still in development and begins as follows: 


29 


La Paz, October 2009. Teodoro Demetrio Montana (28), who nicknamed himself ТЕО DEMON, is a young self-taught Bolivian filmmaker living 
with both tremendous passion and self-sabotage. He is an introvert who struggles to be extroverted, only to become more introverted. TEO finds 
himself living in precarious conditions in the apartment of a friend who's abroad most of the time. He eats poorly and little, has no money, and no 
time, as he is obsessed with the final adjustments to the credits of his film: LUZ DE LUZ DE MELIES. Finally, he receives a call from FANI, guest 
manager of the Fervent Film Festival in Quito, Ecuador, who informs him that his debut film, LUZ DE LUZ DE MELIES, has been selected for the 
official competition. Immediately, trembling with emotion (and rage!), he calls his friend, DANIEL MALLKU, who lives in Chile, and congratula- 
tes him, shouting with joy. “You've been making your opera prima for five years now. You must release yourself from that burden. Don't miss this 


opportunity. Walk there if you have to”. 


TEO’s debut film is a biopic m-ixed with found archive material containing a collection of short horror films — with impressive special effects 
considering the time and place they were made at — by a revolutionary and wholly ignored Bolivian filmmaker: JORGE LUZ DE MELIES, an unk- 
nown distant relative of the French father of filmmaking. According to his journals, LUZ DE MELIES considered his films home movies and felt no 
need for public recognition. Only his family and some friends (all deceased by now) got to see his material: very disturbing scenes of him dying in 
extreme ways (burning, drowning, starving, being eaten alive by ants, etc.). ТЕО found a contemporary and fresh tone in LUZ DE MELIES’ films. 
He believes he is the only living person who has access to that work. Or has he made it all up, and LUZ DE MELIES never existed? The young film- 


maker of the digital era chooses to leave the origin of these images as a mystery. 


30 


3 

A day before leaving for Ecuador, ТЕО participates in a Bolivian film meeting called “Filmmakers under 40” with some young and old colleagues. 
Not having eaten anything since the previous day, he suddenly speaks with great conviction, intense passion, and maybe some resentment. He 
underlines that the Fervent Film Festival didn't choose any of the expensive films made the same year in the Country. Instead, they decided to 
pick his movie, made with almost nothing and ignored by the national public. “The fact that my film is in competition shows that Pm not crazy” 
At that instant, TEO sees a dark SHADOW among the audience staring at him. When someone declares that no one has ever heard of JORGE 
LUZ DE MELIES, TEO claims to have had a decisive encounter with him when he was a child. He shows a brief fragment of the film. The au- 
dience is amazed. The journalists attending the event line up to interview TEO, who no longer sees the SHADOW. Instead, to his surprise, he sees 
his FATHER (60) and MOTHER (60) in the audience, both happy. They are passing through La Paz. After the event, they chat inside their old 
SUV, which they drove all the way from Sucre. They want to make him a loan for the trip. He only accepts the minimum, lying that the Festival is 
paying the rest. The parents, a little scared to see TEO in such poor shape, ask him if he’s been taking his anti-psychotic medicine regularly. TEO 
cruelly laughs at their concern. The parents remind him that they have invested a lot of money in the film, which makes TEO defensive. His DAD, 
smoking and coughing in an unhealthy way, wishes him luck at the Festival. As TEO gets out of the SUV, with his peripheral vision, he senses the 


SHADOW, about a block away. TEO is angry and frightened. The SHADOW gets on a minivan that leaves for El Alto. 


At dawn, TEO arrives in the city of El Alto. He looks at the horizon — a series of mountains — and, in the background, he sees the SHADOW 
burying something and performing a death ritual, as in a LUZ DE MELIES film. Just the sight of it paralyzes TEO. He can't move, and tears roll 
down his face. He vomits. Only when the SHADOW disappears does TEO regain control of his body. An OLD LADY comes up to him and hands 
him some coca leaves, believing he has “altitude sickness.” She then offers to read the coca leaves for him. TEO excuses himself and tells her that 


he has no money. “There is no money, there is no destiny to read,” she says in Aymara. 


31 


00 


One year later, in the production platform “Ventana Sur” (Argentina), ABELARDO FERREIRA (31) is making a pitch to potential partners and inter- 


national sellers. He says that 20% of the film has already been shot and complains that this business is way too slow. 


DANIEL MALLKU (35) is TEO’s childhood friend. Now he's his biggest fan and occasionally acts as a sort of life coach for him. They’ve always kept 
in touch. DANIEL MALLKU is passionate and confident, and also a film buff. He once overcame his PTSD and is now an Enneagram therapist de- 
termined to help his friend achieve a healthy state of integration. To persuade ТЕО to engage in deep inner work, he tells him about Oscar Ichazo's 
decisive encounter with Claudio Naranjo (thanks to whom the Enneagram entered today’s psychology). “Can you believe it? Naranjo is shattered, he 
has lost everything. Then he arrives in Arica and tells Ichazo: I will do whatever it takes, and he replies: 24-hour physical, emotional, and mental exer- 
cises for forty days!... No! of course you can't imagine that!” DANIEL MALLKU’s room is incredibly messy and covered by a beautiful light. He listens 
with interest to the story about the SHADOW. “I know it's not real. But it feels real and as if it's full of envy,’ states TEO. DANIEL MALLKU tells him 
that the shadow is a part of him, and it wants to be seen and integrated. He recommends he engages with it, and that he listens to what it might have 


to say. 


5 

Іп а precarious bus, ТЕО draws and writes intensely. Не sees the sea of Peru pounding on cliffs through his window. Не looks at it with great Bolivian 
nostalgia, perhaps in tears. He draws storyboard-style shots in his notebook, alternating landscapes with people. He spends entire days on the bus. At 
a lunch break, while eating a “maduro” (grilled banana with cheese), ТЕО suddenly notices that the SHADOW wants to tell him something. Gathe- 


ring courage and wanting to prove that he is not that crazy, TEO walks toward it to confront it but realizes it’s just a traveler who wants to tell him 
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that a couple of thieves just robbed him. So ТЕО loses money and his carry-on. Stuck at the Peruvian-Ecuadorian border, ТЕО walks many kilo- 
meters and shares with the families who sell food along the way. It is an idyllic moment for him, surrounded by simple people. At the request of 
one of these families, he designs a sign for their small restaurant. They are fond of TEO, and he believes it’s due to his talents. “You don't need to be 
special to be loved. You are lovable!” says the older daughter to him. They pay him enough money to buy another ticket. (Meanwhile, we see what 
happens behind his back, what he cannot see: that sublime reality, luminous human tissue in perpetual activity. It happens as with the last particles 
that elude us if we see them from the outside). He experiences the rest of the journey as a mental dialogue with JORGE LUZ DE MELIES, “Dear 
Luz de Melies, I have seen brilliant young people losing themselves in anonymity, tireless workers abandoning their films after years of pushing. I 
saw, after decades, my friend who studied with Kusturica and made some documentaries, going insane and ignored in double shifts in a supermar- 
ket in Vienna, all his effort in cinema received neither pay nor prestige. Bolivia is landlocked. Landlocked to love. We were born in Bolivia to learn 


to give without expecting anything in return” 


Quito, early rainy morning. Carrying his bag, trying to hide from the rain, TEO enters the dingy Universidad Andina residence in La Floresta. 

As in a film noir, the receptionist is a little surprised due to the terrible aspect he brings after almost 7 days of travel. She verifies that, indeed, the 
Fervent Film Festival has obtained, together with the Bolivian embassy, as a sponsorship, a room for him. He was expected two days ago. He goes 
up. It is a cozy place, which is still quiet, peaceful, and dark. 

On his bed, he finds a nice welcome bag, with a badge with his name, and a female handwriting on a small piece of paper that says “Welcome, Teo! 
We are worried! Call me when you arrive, Fani” and a telephone number. 

It is still raining. With an umbrella with the logo of the Universidad Andina, TEO crosses La Floresta until he reaches the “8 and 1/2” movie thea- 
ter. 


TEO enters the small cinema when the movie has already started. He gropes the seats in the dark and takes one on an empty row. Then, as the 
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shots of a jungle are showing, ће is suddenly surprised to see a person next to him. He looks closely, and it turns out to be ап old woman, attentive and 
serious, somewhat reminiscent of Agnes Varda, but with Andean features. She is beautiful. TEO, after a moment, asks her something, whispering. She 
answers him, whispering that she knows who he is: she points to the festival program and shows him a photo of TEO under the title LUZ DE LUZ DE 
MELIES. Her name is LIBERTAD (60). They shake hands. 


As they leave the cinema, they are approached by FANI from the Festival, who tells TEO that they were about to call the police to find him. And 
she asks how the trip was, with a half-frightened smile, as she understands that it is not easy to cross that distance by land. FANI assumes they have 


known each other for a long time, and TEO insists that LIBERTAD must come with them for lunch. 


At a nice restaurant, LIBERTAD, stirring TEOS curiosity, tells them about her career: she has directed ethnographic documentaries in several South 
American countries where she has made lifelong friendships, has given workshops for children, and has founded a small film museum. 

When they ask TEO about his career, he is contradictory and ironic. Anyway, they manage to understand that besides making films, he writes: he has 
some books published and is presenting his debut film about the unknown JORGE LUZ DE MELIES. LIBERTAD is about to leave and, to his surpri- 
se, asks TEO if he wants to come with her. The afternoon is cloudy, and the empty streets of downtown Quito under the rain are a delicate gift to walk 
with her. Having told her that his suitcase and money were stolen, LIBERTAD offers to buy him a coffee at The Lemon Tree. There, he narrates to her 


how he found the inspirational material for his film: 


When he was a kid TEO, along with his classmates, visited a nursing home on Old Man’s Day. He found a lonely gentleman watching movies with a 
piece of antique projection equipment. The gentleman spoke very little but let him stay and seemed to enjoy his company. TEO went back a couple of 
times until, one day, he couldn't find the gentleman and was told he had passed away. The personnel of the nursing home asked him if he wanted to 
take any of the few belongings he had left behind; otherwise, everything would go into the garbage. TEO inspected the belongings: he found several 
moth-eaten notebooks written in illegible handwriting, some old clothes, and some tightly sealed cans with (as TEO later found out) rolls of very anti- 
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que acetate celluloid films, among other things. ТЕО picked out а pair of shoes, the notebooks, and the cans. Without understanding what they 


contained, something in the child sensed their value. Later on, as a teenager, TEO was able to develop the negatives in the cans and see the films. 


Knowing that LUZ DE MILES made horror short films, LIBERTAD, incredulous, tells him that, in any case, it is impossible for anyone to have 
filmed in that kind of celluloid in Bolivia in those years. He replies that his film proves that it did happen and that it’s a valuable material. LI- 
BERTAD replies that if it is valuable, why didn't Luz de Meliés show it to anyone? TEO answers that in Bolivia, this happens all the time, big 
projects collapse, and it seems that the Country doesn't need other arts besides folkloric music and dances. Writers, painters, and filmmakers: 
are detached from reality and die poor and anonymously. To LIBERTAD, this sounds like a chosen poverty, she believes that a true artist is 
never poor because art comes from an inherently abundant source. TEO is uncomfortable, and hurt. He remains silent, staring at his shoes: old, 


worn-out shoes, as if from the beginning of the 20th century. 


The next day, guided by FANI, TEO, and other guests of the Festival, go on a visit to the middle of the world: that incredible space called “Lati- 
tude Zero” (TEO invited LIBERTAD, but she couldn't come. Instead, they agreed that she would be his partner the night of the premiere of LUZ 
DE LUZ DE MELIES). On that line that cuts the planet in two and where the force of gravity is softer, TEO, in love with the world, walks and — 
knowing that he is now lighter in every sense— has an epiphany. He places his hand on the ground, and it is as if he can feel the heartbeat of the 
planet. He lies down on the floor and sees the wide horizon as if he were capturing the roundness of the Earth. TEO continues his dialogue with 
LUZ DE MELIES: “Luz de Melies: you knew this world is our mother and has no choice but to love us; let me understand the love of everything 
at this moment: let me give here what I have to give” There in the background a boy with a video camera records him. 

TEO gets ready, nervous. LIBERTAD, beautiful, waits for him at the door of the 8 1/2 cinema. Together they enter the screening of LUZ DE 
LUZ DE MELIES. The small theater is packed. Next to a terribly shy BOLIVIAN AMBASSADOR —who speaks with a choked voice and, when 
talking to people, pulls away, ending up against the wall— TEO defiantly introduces his film. It begins. We see the restored archival footage: 


some agile shots showing a man burning with his arms tied to his body with a Bolivian flag; the body of the same man floating dead over a lake; 
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the head of the man being eaten by a thousand ants; all this told in a very unusual cinematographic language. 

LIBERTAD is in love with what she sees. With a soft voice and shining eyes, she whispers in TEO’s ear: “what you're showing me... I don’t know where 
to put it. But I know it will find its place”. She smiles, and TEO caresses her face. They’re about to kiss. 

Suddenly the film stops, and the room goes dark. People protest. TEO feels the SHADOW in front of him. An inhumane voice speaks: “It doesn’t mat- 
ter. You'll never be loved”. Startled and furious, ТЕО stumbles out, chases the SHADOW down the street, and manages to stop it. Seen from a distance: 


TEO fights the SHADOW. 


LIBERTAD is concerned, standing in the cinema doorway as the last people leave the theater. She seeks in all directions and then sees TEO, who retur- 


ns pale, visibly injured. She hugs him, comforting him without entirely understanding what has happened. 


Later they are at a fancy restaurant. TEO tries to explain to LIBERTAD what happened, but he can't articulate what the SHADOW is. Finally, LIBER- 
TAD tells him with care and affection, “I think you are imagining things. You've been through a lot, with the film and the trip, you must be tired. It 
wouldn't hurt you to seek help... everyone can use some therapy’. 

TEO suddenly vomits the words: “Гуе been through a lot? I’ve been alone for years! This is nothing! I know that SHADOW doesn't exist! But I still 
have to beat it!” She nervously asks him to calm down. TEO, growing angrier and feeling like punching her, forces a kiss on her mouth instead. LIBER- 


TAD pulls away and slaps him. TEO smiles and laughs diabolically while LIBERTAD cries. He leaves. 
FANI is looking for TEO at the Universidad Andina. She is informed that ће left yesterday. FANI talking to the director of the Festival. She tells her 


that the guest from Bolivia has disappeared without a trace. However, we learn that his film has won one of the awards. With no other alternative, they 


send the recognition to the Bolivian embassy. 
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000. 


It is another festival, like the one in Trieste, the WIP section. Before some juries, ABELARDO FERREIRA (35) is making the pitch for the film, 
which is finally in post-production, but... it doesn’t have an ending. He talks and moves in a way that reminds us of TEO. With a condescending 
tone, an international sales agent tells him, “We know you've been having some emotional issues. We want to know if you consider yourself fit 
to finish the film”. ABELARDO FERREIRA replies, “Of course I’m fine. I’m just tired of how slowly things happen for filmmakers, especially in 
my Country. I'm tired of waiting in line for a little bit of money while all the mediocre films get financed...!” The jurors exchange concerned 
glances. ABELARDO FERREIRA suddenly perceives the SHADOW among them. He pulls himself together by a sudden fear and says: “TEO 
DEMON is not fictional. I met him once after he was found psychotic in Guayaquil on the beach. I talked to him in the hospital a few days befo- 
re his death”. 

Flashback to a visit of ABELARDO FERREIRA to TEO in the hospital in Guayaquil. They are sitting in the same positions that we saw TEO as a 
child next to the old LUZ DE MELIES in the asylum. TEO tells his story to ABELARDO FERREIRA, as the latter is writing it down in a note- 
book: we see him writing a literary script scene. Now TEO is very sick, wanting to get a bit of sunshine from his window. Now he is dead. 

Again in the Pitch room, ABELARDO FERREIRA, in sudden rage, decides to leave the film unfinished. Everyone remains silent. ABELARDO 
FERREIRA looking at his shoes: they are the ones he has inherited from TEO, which he inherited from LUZ DE MELIES. They already have 
holes and are about to disintegrate. 

Later in his room, a crying ABELARDO FERREIRA is haunted by the SHADOW. Finally, he overcomes his fear and confronts it: communi- 
cating sort of telepathically, he understands that this SHADOW is the unsolved lives of both LUZ DE MELIES and TEO DEMON and that his 


very life is at risk of becoming devoured by it. He listens to it, and both agree in a final scene. 
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In Guayaquil, in front of the sea, ТЕО, quite dirty and worn out, attends an intimate and magical sunrise, where he feels the strength of the univer- 
se, and at the same time, he perceives himself detached from it. He struggles between being in the world and hiding from the world. (From the bus 
terminal, he has a last talk on the phone with DANIEL MALLKU, who frightened, asks him to return immediately, to forget about the SHADOW 
and the film, “Remember Ichazo and Naranjo in Arica: everything is reversible, lets do it together, come back!” But TEO doesn't listen to him). 
Against a sunrise on the beach, the SHADOW stands before him. On the sand, TEO leaves his camera and what little he has there. He gets into a 
small boat with the SHADOW, whos rowing into the open sea. Тће frame opens slowly, and we see ABELARDO FERREIRA and his crew shooting 


this scene. Detail of how ABELARDO FERREIRAs old shoes “disintegrate” in the sand, leaving him barefoot. 


The small boat takes TEO to the south of the continent. It turns east and heads for Polynesia. There are fresh and powerful moments of remarkable 
encounters with simple and vibrant people in each place. They land on shores that look like the Philippines. We see him becoming part of a com- 
munity of simple people. All the colors are vivid, and things are brighter. TEO looks happy sharing the chores with these people. He swims in the 
river with a young woman whose eyes are full of goodness. Now she is pregnant, and he, a little older, is sowing his piece of land next to his house. 
TEO (67), next to his wife, is visited by his children and grandchildren. They are sitting in the shade of the tall trees he planted years ago. 

One day OLD TEO (89) goes on a walk and finds that a film festival is taking place in the village. The title of the opening film, as stated on the pos- 
ter: THIS IS MY LAST FILM (LUZ DE LUZ DE MELIES). He enters the movie theater when the film has already started and is amazed by what he 
sees: the scene takes place at the 8 and 1/2 movie theater, where the young TEO (28) is showing his film as part of the Fervent Film Festival, next to 
LIBERTAD... and next to the SHADOW, who wants to talk to him. Suddenly, smiling, ТЕО embraces the shadow, and this affection makes it slowly 
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disappear. LIBERTAD holds ТЕО% hand. The camera points towards the screen of the movie theater, which is showing one of the horror short 
films of LUZ DE MELIES: a dead man revives, comes out of the ground, and, resting from the shooting, sits next to his mother to contemplate 


the beautiful landscape before them. 
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